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Trained as an architect in Cape Town in the early 1950s, Beinart left for the United States to take postgraduate studies at mit (1955) (1956) ) and Yale (1957 Yale ( -1958 . Upon his return to South Africa in 1959 he was appointed lecturer at the Wits, where he taught until 1964. In 1965, he returned to the University of Cape Town as professor and in 1967-1968 served there as dean. In 1969 he left again for the usa to take up a visiting professor position at mit that soon became permanent. This article is concerned with the early period in Beinart's career, between his postgraduate studies in the usa and his return to settle there. More broadly, this is a period characterized by the escalation of the apartheid state's oppressive policies, on the one hand, and great optimism regarding decolonization in the rest of Africa, on the other. This disparity informed Beinart's critical perspective, which began developing in the usa as a result of his exposure to the jazz scene and the budding civil rights movement, and which subsequently would change the way he experienced race relations upon his return to South Africa. 1 Similar to other left-wing Jews who played a role in anti-apartheid resistance, 2 Beinart became associated with the black intelligentsia in Johannesburg, who were veterans of the vibrant intellectual and artistic life of Sophiatown, a scene which produced such influential cultural products as Drum magazine. 3 Beinart's work during this period was greatly influenced by his studies at mit under the instruction of Kevin Lynch and György Kepes, who emphasized user perception of the urban environment, architecture as a visual language, and the study of commercial advertisements as a communication system. 4 His studies coincided with the research project "The Perceptual Form of the City," which Lynch and Kepes co-directed from 1954 to 1959 and which resulted in Lynch's seminal publication The Image of the City (1960). Kepes is known, alongside László Moholy Nagy, a fellow Hungarian émigré, for having reformulated the Bauhaus school pedagogy, particularly the Vorkurs, into "basic design" in the postwar American context. Author of the influential Language of Vision (1944), which became a standard in American art education, Kepes explored the cognitive functions of visual language as a foundation for the recuperation of humanism in postwar society. It is the marriage of Lynch's "commitment to the values of ordinary people" and "environmental semiotics," on the one hand, and Kepes' pedagogy and research on the communicative functions of visual culture, on the other, that informed Beinart's work upon his return to South Africa. In contrast to the highly industrialized society Lynch's and Kepes' work addressed, Beinart believed that the visual environment was more readily accessible to ordinary people in Africa, since they were not cut off from the basic components of their traditional visual culture in the same way as Westerners.
At stake in this article is the effect of the importation of these pedagogic and research methods to African countries during the period of decolonization and consolidation of the apartheid regime. The question I raise is how Beinart's itinerary charged these design practices with social and political content, which otherwise remained mute in both Lynch's and Kepes' work. This socio-political content, it should be stressed, was not merely the derivative byproduct of applying Kepes' and Lynch's methods in African societies. Beinart's basic design workshops and research into vernacular forms of expression articulated the persistence of the early twentieth century colonial primitivist imaginary (which even the industry-oriented Bauhaus was not completely immune to) 5 in postwar modernist revisionist practices such as Lynch's and Kepes' in the usa, and Team 10's in Europe. While Beinart's work attempted to reverse the power-relations underlying these practices, his use of the terms "tribal," "folk," and "popular" reveal the discursive limitations of his approach. The use of the term "tribal" was symptomatic of the South African apartheid discourse. By using Kepes' European-derived term "folk," or the class-based term "popular," Beinart attempted to defuse the "othering" embedded in the term "tribal" and open it to dynamic modern articulations. The fact of his refraining from the use of the term "vernacular" may be symptomatic of his resistance to attempts to lock African societies in any form of a distinctly local tradition.
Beinart's workshops brought together the lineage of Bauhaus pedagogy with the lineage of art workshops set up by missions and colonial educators (which played a significant role in the development of arts education on the African continent). 6 A key figure in the transition of the art workshop from its colonial to postcolonial form was Ulli (Horst Ulrich) Beier, an English German-Jewish émigré who took up a post in the Department of Extra-Mural Studies at the University College, Ibadan, Nigeria, in the 1950s. Responding to the political transformations in Nigeria and on the rest of the continent, Beier became an influential figure in modern African culture by founding Black Orpheus, a journal dedicated to contemporary African literature and art; by his involvement in the Mbari club in Ibadan, where he hosted Beinart's second and third workshops; and by his establishment of a Mbari club in the neighboring town Oshogbo, where he facilitated the training of local artists 5 Ginger Nolan has recently suggested that the process of "unlearning" European traditions at the Bauhaus was aimed at reconstituting an imagined pre-modern state of union between man and his labor, as a panacea against modern alienation. According to Nolan, Marcel Breuer's and Gunta Stölzl's African Chair and Breuer's later tubular steel chair need to be read in continuum rather than as a break in the history of the Bauhaus, as both expressed this desire for a lost union, which putatively existed in primitive societies. In this early critique of the first comprehensive survey of modern architecture on the continent, Beinart pointed out Kultermann's limited perspective, which we would term today Eurocentric, based as it was on journals produced in the former colonial metropoles, as well as ignoring the positionality of the architects mentioned in the context of colonial (and lingering postcolonial) power relations.
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More importantly, Beinart regretted the absence of critical questions such as "Is a new African architecture possible? What about an architectural negritude or an architectural African personality? One wonders whether Mr. Kultermann has heard of these terms."
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Notwithstanding his own debatable affinity to the continent as a white South African, Beinart asserted in these interrogations not only his situatedness in Africa as a source of legitimacy and authority, but also his fluency in Pan-African debates. 13 Moreover, for a white South African writing in this interracial liberal journal, subtitled "The Radical Monthly," at stake was not merely a contestation over architectural knowledge, but the creation of a platform for the dissemination of a shared multiracial African culture within South Africa, and on the rest of the continent. abe Journal 9-10 | 2016 nonetheless enjoyed a privileged colonial position. 16 In the atelier he established in his house, he trained and employed black craftsmen and artists, and collected African art extensively with his wife Dora. Notwithstanding his omission of the African sources of this European "sophistication," or the clear division of labor in Guedes' work environment between himself and his black assistants, Guedes presented to him an example of a charismatic master architect who absorbed African artistic traditions and talents through "a total artistic immersion."
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It is from this search for an interracial creative work environment, even if practiced in a colonial context, as in Guedes' atelier, that the first workshop was born. It was held in January 1961 in Lorenço Marques in one of Pancho Guedes' unfinished buildings, the pyramidal kindergarten. Although the choice of site was probably motivated by practical reasons, it was symbolically fitting and set the tone for the next workshops. First, it provided the setting for a collaborative "total work of art," in the spirit of the British Arts and Crafts movement, which influenced Beinart deeply during his studies in the usa, and which had informed the early formation of the Bauhaus school in Weimar. 20 Secondly, the choice of a building for a kindergarten emphasized the playfulness and lack of inhibitions that Beinart and Guedes attempted to generate at the workshop. This objective affected the make-up of the participants, who included, along with Beinart's Wits students, South African black artist and educator Sydney Kumalo, several of Guedes' protégés, the painter Valente Goenha Malangatana, Guedes' children, and the on-site builders.
The non-hierarchical and welcoming interracial and inter-generational atmosphere was made possible by the absence of any technical prerequisites or prior knowledge. According Likewise, Ulli Beier referred to the "uninhibited, fresh vision" of young African artists as an advantage that needed to be groomed rather than stifled by formal education. "With the right kind of training," he explained, "the 'unqualified' student could take a kind of a 'short cut' to art." 22 This idea, shared by other late colonial and postcolonial art educators, was predicated upon modernism's primitivist African origins, and the essentialist assumption that Africans had innate modernist capabilities, and therefore could bypass traditional training. 23 Following their successful experience in Lorenço Marques, Ulli Beier invited Beinart and Guedes to give a similar summer school at the Mbari Club in Ibadan that summer. In their advertisement for the summer school, they stressed that no qualifications or prior experience were required. 24 Due to Guedes' last-minute cancellation, Beinart ended up conducting the summer school on his own. He arrived with a clear program in mind, which included a series of daily formal exercises for a week-long summer school, starting with two-dimensional exercises in black and white, gradually adding color and texture exploration, and moving through collages to the final day's architectural exercise, "the making of space-the ideal house in Ibadan." 25 However, he soon discovered that the students, comprising, as in the first workshop in Lorenço Marques, a mixture of backgrounds and abilities (painters, teenagers, schoolmasters, a forester, a housewife, as well as the premise's janitor, a car salesman, and, finally, a blacksmith who joined spontaneously), 26 could not follow the formal language he employed. In response, he resorted to action: "and then someone would start, often, I would myself, and then everyone reacted." 27 Significantly, this was not a demonstration, but the setting of the tone for a group improvisation. Perhaps Beinart was influenced by the jazz music he promoted in South Africa, where he was among the organizers of the Moroka-Jabavu jazz festivals in 1962 and 1963. with the Ibadan crowd in a series of lectures he gave on jazz, with one lecture, given at the Mbari club in conjunction with the summer school, dedicated to jazz in South Africa. 29 To the students' great surprise, Beinart asked them to use ready-made materials, such as bottle tops, leaves, pieces of chalk, mints, sand and grit, in combination with household paint in primary colors and old magazines. These "shock materials" were poured or fixed onto newsprint or hardboard in what Beier referred to as "blitz techniques." 30 Instead of the "ideal house" exercise, which he had originally envisioned as the culmination of the course, but failed to communicate to the students (realizing it was "anti-climactic" after the excitement generated by the collage exercises), they created three-dimensional installations, such as the tying of reinforced rods into a metal tree, or a mixed mud and cement sculpture. 31 The use of unexpected formal exercises and ready-made materials to break artistic conventions was not new, since Beinart drew simultaneously from Kepes' Bauhaus-inspired techniques and from prominent contemporary American artists, most notably Jackson Pollock's drip paintings.
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In the African context, however, this choice took on a particular significance, as expensive art materials were scarce. In introducing these materials, Beinart hoped to free the students from formal colonial art education precepts regarding the proper materials and techniques that constituted art works. The use of cheap material and surprising techniques was intended to relieve students from colonially inherited technical and psychological inhibitions, as well as material constraints, in order to allow for a greater access to creative experimentation. 33 Like the Bauhaus in Germany and the New Bauhaus in the usa, so Beinart's experimental workshops were subject to market forces, which in this case were not industrial but of the art world. Despite the workshop's apparent success, described in the local newspaper as a "creative frenzy," Beier thought that the exercises were too intellectual for the non-trained student. This change of educators, I would like to argue, was the result of deep pedagogic differences, rooted in Beinart and Beier's diametrically opposed objectives. For Beier, who wished to discover and groom a selection of exceptionally talented artists, there was no point in having "a series of identical, progressive exercises by 40 students," as were produced in Beinart's second workshop in Ibadan. 36 Williams, who contributed in Makerere to the artistic development of Ibrahim el Salahi, then one of Africa's most talented rising stars, was much better suited for the job, as he "did not worry these students with any form of theory or analysis. Instead he tried to stimulate them to produce images." 37 These included objects that would be recognizable and marketable as individualistic expressive works of art.
For his part, Beinart was not seeking unique artistic expression. Notwithstanding the description in the local newspaper of Beinart's "magic circle of personal magnetism," 38 Beinart did not capitalize on an authoritative charisma in his teaching. Instead, he strove to liberate students from the limitations of authorship: "How exactly the work was done, remains a mystery. What is clear, however, is that the idea of creative freedom so communicated itself from one student to another, that in the end the best work had not been done by one or two, but by everyone." 39 Just as there were no master-student hierarchies in his workshops, there were also no "prima donna students or solutions," he was happy to report. 40 Despite the emphasis on dynamic collaboration and the elemental exploration of texture and form, the works produced by his students did not remain at the level of formal abstraction, to Beinart's surprise. One of the most definitive conclusions he reached following the two summer schools he conducted in Ibadan was that, however formal the exercises might be, the students approached them figuratively. 41 One example was Mr. Iseghohi ("a 45-year-old inspector of general subjects from Warri, he had come to the school by canoe"), who chose to fill a sheet of paper with birds instead of abstract Beinart did not consider this resorting to local conventions a pedagogic failure. On the contrary, he explained that his "shock" techniques "provided the catharsis which returned the students to the healthy foundations of folk art. This basic teaching merely released what they intuitively could do, but which, because of inhibitions and misconceptions, they never before did." 45 Beinart agreed with Beier that, in the African context, there is not as much "divesting" to be done as in Western institutions, since the students were hardly burdened by Western artistic conventions. Nonetheless he still thought that, in order for there to be true tapping into African creative resources, students needed to be shaken down by basic design, "not only to effect a quicker release, but it returns people to the visual roots of their society, and in doing so, seems likely to have a more lasting result." 46 Yet, this was not a call to "re-tribalize" urbanized Africans in "homelands," as was the official policy at that time in apartheid South Africa. Significantly, Ms. Soyinka did not draw from her native Yoruba traditions, but from North Nigerian weaving she had probably encountered in Ibadan's markets.
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For Beinart, the immediate environment which the summer school students drew from was already a mix of urban and rural traditions. Beinart sought to reconnect students to the resources available in their urban environment as a space where the various traditions coexisted and changed, not least because of their encounter with Western popular culture.
48
If there was a short cut to art, for Beinart, it was via the urban African environment-not the bush, where Malangatana had withdrawn provisionally to reconnect with his primal creative instincts, following Guedes' advice.
49
Understood in the framework of Pan-African politics, at stake was a critique of the cultural program of Negritude as was promoted in Senegal by Léopold Senghor, who sought to define a distinct African identity. Alongside Nigerian writer and Nobel laureate Wole Soyinka, the South African-exiled intellectual Ezekiel Mphahlele was among Negritude's harshest critics. In a lecture he delivered in 1963, he positioned his South African experience against any romantic vision of Negritude, which he equated with "autocolonization," as he termed In South Africa, he argued, black people's struggle was performed in the urban realm "by integrating Africa and the West." In a brilliant move overturning colonial hierarchies, and going against any kind of cultural and racial purism, Mphahlele contrasted South African blacks and whites based on their degree of cultural absorption and adaptability, as a condition for cultural resilience and vitality. "This is the sense in which I feel superior to the white man who refuses to be liberated by me as an African," he concluded in this reversal of power. 51 For Beinart, it was precisely this ability to absorb Western cultural influences onto the foundation of a strong African visual culture that he promoted in his summer schools. Comparing the deep rootedness of visual culture in Africa with the relative newness of the literary tradition (bracketing out Africa's oral traditions), he privileged visual culture as a pre-scriptural form of communication that could serve as a substrate for cultural formation even where non-literacy prevailed. 52 Drawing from Moholy Nagy's and Kepes' reformulation of the Bauhaus Vorkurs into the basic design course in the usa, Beinart's summer school pedagogy had very little to do with vocational or artistic training in the narrow sense. Rather, it subscribed to a more general approach of liberal arts education that saw the training of visual cognition as a basis for the cultivation of subjects capable of participating in society as citizens. 53 Referring specifically to the German Bauhaus, he explained, "We are not concerned, as the Bauhaus was, with throwing away things, but with making personal decisions as to what is best to retain and what is best to renovate. It is more a problem of fusion than reconstitution." 54 From this perspective, Beinart's pedagogical tapping into ethnic visual resources was not driven by an exploitative quest that would lock Africans in an immutable "Africanness." On the contrary, this mode of teaching aimed to provide Africans with the confidence to make "personal decisions as to what is best to retain and what is best to renovate." 55 This decision-making process was to occur in stages, and was to "help Africans define what they want to say, personally at first, and finally together as they create a common culture." 56 As we shall see next, in South Africa, where citizenship was bestowed differentially, it was less a question of what Africans wanted to say, and more of how and where they said it.
The New Folk Art of Western Native Township
In parallel with his workshops, Beinart set out on an ambitious project: documenting each and every one of the decorated facades of the two thousand standardized government housing units in Western Native Township in Johannesburg. By the time Beinart returned to South Africa, the legendary Sophiatown he had heard of from the Drum veterans had been thoroughly erased, making room for a white neighborhood. Having grown up in the environs of Cape Town, Beinart never experienced Sophiatown firsthand. However, he must have found in the neighboring Western Native Township traces of its cosmopolitan urban culture, whose mixed-race short-lived golden age has been compared to the Harlem Renaissance.
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The open wounds of this recent shared history and culture ("wnt was the place to go home to, Sophiatown a place to have a ball") invested Western Native Township not with an aura of nostalgia for a bygone past, but with the urgencies of the present, as its inhabitants faced a similar impending eviction away from the city center.
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What began as a chance encounter, when Beinart dropped off a group of jazz players in the township, an area into which whites would not typically venture, grew into a five-year project that at its peak involved twelve research assistants and included extensive photographic documentation, analytic drawings, surveys and interviews, research in municipal archives, mnemonic drawings made by tenants and builders, and the computation of these findings into charts, graphs, and maps. 59 Beinart's ambition to turn this research into a book and defend it as a dissertation at the University of Cape Town was never fulfilled. In lieu of a book, he published the project in various journals and edited volumes, and presented it in exhibitions at the Mbari club in Ibadan (September-October 1961) and the Institute of Contemporary Art in London (February-March 1965). On the face of it, such an extensive research project, one which received support through university grants and permission to research in municipal archives, cannot but raise the suspicion of complicity with the apartheid regime. 60 The sheer scale of the data accumulated and the extensive use of photography bring to mind the role of photography in classification, governmentality, and the rise of the social sciences in conjunction with abe Journal 9-10 | 2016 modern state control. Yet, as photography historian Allan Sekula warned in his seminal article on photography's complicity with state policing, "The Body and the Archive," the use of photography is not predetermined by the nature of the apparatus itself.
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(Incidentally, Sekula uses as a cautionary tale the story of the black South African photographer Ernest Cole, whose photographic work of black South Africans' lives the apartheid police tried to co-opt before he left for exile in the usa.) 62 Similarly, in her analysis of the work of social scientists under the apartheid regime, historian Grace Davie claims that such a body of work cannot be reduced to the machinations of the state. Rather, she argues, just as the state was selective of the data it chose to use or ignore, so were social scientists working either for state departments or academic institutions free to interpret their data critically, against the state. Architects, like their colleagues in social sciences, found that with the consolidation of apartheid they were placed in a professional predicament, since the main sphere where apartheid's policies were implemented fell under their purview in the field of town planning. Architects who sought to professionally influence social matters in the years leading up to apartheid did so primarily via research into "native townships," with the aim of raising the standards of living of black South Africans. Ironically, with the rise of apartheid, they found a sympathetic ear with the government that supported their research into rational planning and reducing the costs of housing because of government desire to make segregation cheaper. 64 Like other architects of his generation, Beinart criticized architectural modernism's prewar ethos of rational planning and its functionalist emphasis on minimum standards. Instead, he introduced questions of symbolism and emotional attachment, or, in his words, what differentiated between "a house to live in and merely a shelter." 65 While the previously commonly-held beliefs in rational planning and the mechanical objectivity of architectural functionalism were widely debated and criticized in the postwar aftermath of the modernist movement, primarily in the context of urban reconstruction in war-torn Europe and urban renewal in the usa, this critique had a specific resonance in 1960s apartheid South Africa. What Beinart referred to as "shelter" was the standardized "matchbox" houses the state provided en masse for urban black South Africans, equipped with nothing but the most rudimentary provisions. Here, the difference between a house and a shelter was not a mere theoretical architectural conundrum, or a class-based demarcation. This distinction abe Journal 9-10 | 2016 correlated with the classification of populations, in which the category of "basic human needs" and their "minimum standards of living" were applied. To put it simply, the very definition of "human" was subject to a racial hierarchy, and so were "basic needs." 66 Beinart's initial impulse to document the township's decorated facades can be linked to two other contemporaneous architectural practices of documenting the lives of black South Africans. The first is the photographic and architectural drawing explorations of the wall paintings and structures of the Ndebele rural homesteads, begun in the late 1940s by the Pretoria architect Adriaan Louw Meiring and the photographer Constance Stuart Larrabee.
67
The stark colors and geometrical patterns of the Ndebele's structures, along with their geographical proximity to Pretoria, made them attractive to white artistic circles in their pursuit of a locally defined aesthetic-despite having been already a modern product of the Ndebele's relocation to white-owned farms-akin to other colonial settler societies' "settler primitivism." 68 In the field of architecture, the most notable architect to undertake such an exploration of African artistic cultures, similar to Guedes' in Mozambique, was the Pretoria-based Norman Eaton, as exemplified by the rich repertoire of African resources he actively sought and collected. Whereas Guedes and Eaton incorporated these art forms into their modern architectural production, A.L. Meiring and Constance Stuart Larrabee documented the Ndebele architecture for its intrinsic value. As John Peffer and Elisa Dainese have pointed out, implicit in Meiring and Larrabee's search for the authentic "other" was a lament for the Ndebele's encounter with modernity, which led putatively to the contamination and gradual disappearance of local cultures. 70 As was often the case in ethnographic research, photography embodied the paradoxes of this imperialist nostalgia. 71 Actively enabling the Western gaze and the cultural encounter that would threaten the existence of local cultures, it mechanically captured and ossified these cultures in a timeless archaic present. Although the impetus for Beinart's documentation was the precarious existence of wnt's wall decorations (in this sense, he acted out of a preservationist impulse similar to Meiring and Larrabee) he nonetheless emphasized-as he did in his workshops-the urban rather than the ethnic origin of the wnt and the Ndebele's decorations in both symbols and painting material. 72 Instead of regarding their imagery as contaminated by Western mass culture and consumer society, Beinart referred to it as "a new folk art," which could serve as an index of "detribalization" rather than a medium to excavate traces of ethnic identity. 73 This interest in a "new folk art" as it emerged from advertising was spurred by Kepes. Responding to the shattering of humanistic values during World War II, Kepes sought a "positive popular art" that would create a new union between man and environment, arguably akin to the one found in pre-modern societies. 74 While Kepes developed his theory of reintegration of man and environment in response to, and in collaboration with, the highly saturated technological and scientific environment of the American militaryindustrial complex, 75 Beinart identified a new unity in African societies' adjustments in their rapid transition to modernity. Similarly to Kepes, who found in advertisements a positive force mediating these processes in American culture, Beinart did not consider mass culture a threat to black African authenticity. If, according to Kepes, this mediation involved the participatory engagement of the beholder, Experiencing Africa's rapid modernization in the context of decolonization, especially as he witnessed it in his visit to Nigeria in 1961, Beinart believed that South Africa, as the most industrialized country in the continent, should have led this massive continental cultural change were it not for the repressive apartheid regime.
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His emphasis on the urban sphere as the site where African modernity could be forged derived from a particularly South African experience of the apartheid government's policy of de-urbanization and re-tribalization of black South Africans in separate "homelands." Against state ideology and policies, the Sophiatown intelligentsia resisted the locking of Africans into timeless traditions and their systematic dispossession from the urban environment. As mentioned above, this resistance extended to Pan-African debates on Negritude, via Mphahlele's apartheid-informed critique. abe Journal 9-10 | 2016 very tangible reality, as exemplified in the Ndebele village documented by Meiring, which, upon his recommendation, became a tourist attraction for which the state provided a regular supply of paint and building materials. 79 Serving as an ideal type of Ndebele rural living, the village displayed to local and international tourists not only the benevolence of the state in preserving African cultures, but also a living justification of the necessity to do so under apartheid's "separate development" policy, an ideology of separation that associated race and cultural development. 80 Deeply influenced by Mphahlele's politics, Beinart proclaimed poignantly, "post-tribal society cannot produce tribal art: it does not want to, no matter how much sentimental bystanders or deprived nationalists may want otherwise." 81 The second contemporary practice of architectural documentation focused on the urban living conditions of black South Africans. Far less artistic or romantic, this approach complemented social science surveys of urban poverty, which in South Africa, like other colonial and contemporary American cities, was construed as a racial problem. One such survey on furniture, commissioned by the National Building Research Institute and conducted by architect Betty Spence and social worker Anna Mokhetle, was published under the title "How our Urban Natives Live" in the South African Architectural Record.
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Although the results of this survey can be interpreted, as done by Davie, as a critique of the state, they nonetheless provided ample data that could serve the state's intrusive gaze into the domestic lives of its black urban population. 83 In stark contrast to these exoticizing and voyeuristic projects, Beinart's research, some fifteen years later, focused exclusively on the street facades of the houses, their "faces," as he referred to them. These were the sites where wnt's residents changed their houses' abe Journal 9-10 | 2016 appearances, as it was there that they could improve their houses the most with the least monetary investment. The original 400-square-foot houses residents received were made of cheap brick walls that were left unplastered. The houses were handed over with neither floors nor ceilings, nor with any fences or trees. 84 Residents had the options of either having the municipality extend the house backwards, which involved an increase in rent, or enclosing the front porch. 85 Another option, whose cost was four times as much as the original government-owned house and which only one percent of the population could afford, was to alter the structural arrangement of the house.
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The majority of the residents gave precedence to the space in the front, where the kitchen and single entrance were placed, and which they could alter on their own by hiring a local builder. As anthropologist James Holston commented regarding the self-built houses of Brasília's working class, in this economy of means, in which the maximum effect was gained in the most public part of the house, the inhabitants did not follow "the choice of the necessary" attributed by sociologist Pierre Bourdieu to the tastes of the working class, but rather directed their investment where it could be seen and appreciated by their neighbors. 87 Beinart followed the residents' logic and took photos only of what they wished to present. Even his drawings, which did employ the penetrating architectural gaze via axonometric studies, were not voyeuristic in the same sense as in colonial orientalist depictions, and even left the windows opaque, as if they were two-dimensional parts of the façade's composition. 89 This interest in the vernacular transformations of the spaces between the house and the street is reminiscent of the revisionist discourse of the modernists who formed the Team 10 group in Europe, which Beinart implicitly alluded to in his article on Guedes for the Architectural Review.
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However, as in the case of the workshops, where he was more interested in the process than in any finished artistic products, in this research project he was not interested in a Team 10-like operative exploration of new architectural forms that could be put into practice. Deploying his architectural skills in a quasi-anthropological manner, he was not interested in how inhabitants used the space in innovative ways, based on their rural traditions, but in how, as he observed, they transformed it according to codes of domestic bourgeois respectability. As Beinart commented, "here was an opportunity to make an outside living area to replace the enclosed porch, to furnish it with gardens, In a photographic collage that appeared in one of his journal articles, Beinart juxtaposed aerial views of the monotonous native townships with a linear strip of the standard houses provided by the state. In this superimposition of the two perspectives-the bird's eye view and the bare street facades, Beinart created an analogy between the anonymous matchbox house and the ordering gaze of the state. The state's ordering gaze, however, also marked its own limits, as it could not break the spirit of its inhabitants. Against this black and white homogenizing gaze, Beinart assembled colorful horizontal strips of individuated house facades.
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These were produced to distinguish the houses, either to amplify the resident's status or to direct visitors more easily to their houses. As Beinart observed some twenty years before Holston's seminal study of Brasília's urban hinterland, 94 although the decoration of their houses served to individualize the residents, this practice of individual expression was part of a group dynamic, a form of communication and participation in a multi-ethnic community.
While the decorations seemed random and highly diverse at first impression, Beinart found that upon a closer look, they were in fact "highly controlled and limited to variations of very simple geometric forms," which, in the spirit of the growing fascination of mit's faculty for systems and computerization, "constantly mutate to include other distinct families of shapes, all building up a seemingly complex but yet essentially simple system." 95 These geometric forms combined with recognizable images could rarely, and only ambiguously, be traced back to any rural origins. 96 As his studies showed, the distribution of various "families" of symbols that included the circle family (watch, cogwheel, the sun), rectangle family (razor blade), and diamond family (butterflies or trees) corresponded to neither tribal origin nor class. 97 Similar to the jazz improvisatory group dynamic he emulated in his visual arts workshop, where he proudly proclaimed that no teacher-student hierarchies had prevailed and no prima donna students had stolen the spotlight, 98 the wall decorations were often produced as one neighbor's response to another, while limiting themselves to a set of unwritten rules: "I am sure these people could have individuated like crazy, but there is less evidence that they wanted to compete." 99 Like Kepes, Beinart was less interested in the meaning of the visual language than he was in its spontaneous, self-generating structure. 100 As a condition for communication, this "spontaneous limitation of language" served as evidence of people's inherent sociability and their ability to cooperate and self-organize. 101 This emphasis on visual communication as a condition for sociability distinguishes his analysis from Holston's, which focused on the competitive character of this exchange. 102 Furthermore, Beinart's analysis of wnt wall paintings offers a more nuanced interpretation of the general category of "popular art" in Africa, as defined by anthropologist Karin Barber.
abe Journal 9-10 | 2016 preventing women from throwing dirty water into the streets (as the municipality provided neither waterborne sanitation nor individual water supply). 104 "It was a community of people who spontaneously associated with each other in order to preserve themselves," he explained. This heightened sense of communication extended also to the community's standing at the local municipality, which before apartheid (the township was established in 1918) was attentive to its leaders' demands. 105 Characterizing this dynamic as one that is generated by individuals unbound by ethnic linkages and traditional hierarchies, Beinart enlisted this spontaneous self-organization as an argument repudiating concerns over the effects of urban alienation resulting from the loss of traditional ties. 106 Unlike in Kepes' postwar America, Africans did not need a designer-mediator to help them integrate into urban life. "Decoration is a primordial form of participation," 107 Beinart stated, resorting to an essentialist claim reminiscent of nineteenth and early twentieth centuries' racist association of decoration with primitive instincts. According to him, Africans, like other societies in transition to industrialized modernity, were not yet fully severed from this primordial visual culture repository. 108 Citing his contemporary, the Yoruba art specialist William Fagg, Beinart considered this visual culture as universal rather than specifically African. 109 This was an opportunity to apply Kepes' theories of a visual-based "new humanism" not only to Africa, but also to other parts of the so-called "developing world." Beinart turned this less privileged position in the civilizational scale as drawn by the West into an advantage and, in turn, capitalized on his own proximity to African cultures in order to claim a privileged "southern" perspective. Significantly, however, and unlike European primitivism, Beinart did not portray his imagined "tribal man" or modernizing Africans as the passive producers or custodians of a visual tradition, waiting to be tapped by Western artists and designers. Rather, he attributed to them more agency and critical judgment the closer they were to their visual tradition. 110 No longer tribal, but not fully modernized according to Western standards, Africans could judiciously tap into their said primordial resources and mediate between the two.
Although cheerful and playful, this mediation was not an expression of appeasement that would ameliorate political struggles. Rather, it was precisely this cheerfulness that was at the heart of the residents' struggle for rights in a white-dominated society that had abe Journal 9-10 | 2016 marginalized them, treating them as a transitory and expendable workforce, and rendering their lives superfluous. 111 For Beinart, if the political battle had already been won by the state, it had not been won in the city itself. Here the battle was waged between the residents and their meager material resources. Responding to the contemporaneous urban renewal discourse in the US, which naturalized the removal of African-American populations from American downtowns by using organic terms such as "urban decay," Beinart argued, " [S] lums are places where the power to resist is less than the natural tendency to decay." 112 Confronting the depoliticizing effects of this discourse, Beinart implicitly criticized the studio his colleague at the Wits, Wilfrid Mallows, conducted in the Western Native Township, which emphasized the role of the architect in facilitating this change. 113 In contrast to Mallows, Beinart downplayed any need for professional intervention, emphasizing instead the resilience of the inhabitants in making their environment more habitable, against all odds. Although interest in the agency of the "user" in processes of design had become widespread by the 1960s, 114 Beinart associated it in wnt with a particular form of resistance: "wnt was a community of resistance: in wnt people rebuilt the fronts of their houses and what they put on the faces of their houses was a language of resistance." 115 Closing off the yard with a fence, gardening where no trees were planted, and investing money in decorating a house facade-this mimicry of bourgeois practices symbolized to him acts of resistance that defied the capitalist logic of slums or public housing, since these were investments in houses that their residents could not own under apartheid. As one resident claimed following eviction, the municipality's refusal to compensate the original tenants for their investments was a way of "penalizing" the tenants for having "MADE USE OF THE GROUNDS AND DERIVED COMFORT OF THESE IMPROVEMENTS [sic] ." 116 Deriving pleasure and comfort that cannot add to the value of the house defied the logic of necessity, even more so than in Holston's analysis of the Brazilian homeowner working class. 117 Comparing wnt to the American suburbia of Levittown, Beinart explained, "[I]t is one thing to wait until you can achieve your goals, it is another to know you can never achieve them [under the apartheid regime]. Then you have to compress your frustrated ambitions into what you have now and you make your possessions look like those you will never possess." houses. 119 The seeming cheerfulness of the improvements and their wish to resemble white suburbia, Beinart warned, should not be construed as escapist gestures, but rather as a volatile and "violent playground." 120 At the same time, these gestures had an ameliorative effect, as they could make civic demands easier to digest domestically and internationally. Following his study of wnt, representatives of an Indian neighborhood also facing the threat of eviction sought Beinart's services in making a case to the municipality on their behalf. 121 Aware of the possible political international repercussions of such claims, Beinart entertained the idea of approaching the un with the case. 122 Even before that, one of his research objectives was to use the study to further research into "racial attitudes," as developed in South Africa by social psychologist I. D. MacCrone, head of the Department of Psychology at the University of the Witwatersrand from the 1930s to the early 1960s. A Freudian, MacCrone believed that the rational uncovering of unconscious reasons for race antagonism would help resolve them. 123 Perhaps Beinart assumed that if more whites could see the neighborhood, they would realize that their black counterparts were not so different from them after all. Alongside this pacifying objective, it can be argued, in the spirit of Mphahlele's radical proposition that whites will be "liberated by me as an African," that the wnt community, rather than commodity-based suburban imaginaries, presented a critical mirror image to white suburbia in both South Africa and the usa. 124 
Conclusion
Beinart's research and educational activities uniquely triangulate the postwar reformulation and dissemination of modernist design pedagogy, South Africa's apartheid, and the challenges of cultural decolonization in sub-Saharan African states. His experiences traveling from South Africa to the usa and back, and between South Africa, Mozambique, Nigeria, Rhodesia, and Kenya, informed and politicized his educational philosophy and his complementary view of the African city. It was particularly his South African experience of apartheid, as it was consolidated via his association with black South African intellectuals, which radicalized both his association of the city with education and his views of what was at stake in employing basic design methods in the processes of modernization in African societies.
abe Journal 9-10 | 2016 in the decolonizing African states' transition into consumer societies, or the battle over the rights in the city, in the case of apartheid South Africa. Importantly, this resistance should not be read as a violent one in the physical colloquial sense. Beinart's use of the term retains its modernistic aesthetic sense of an attack on the senses, a temporary shock that does not result in alienation, but, on the contrary, produces a heightened aesthetic experience of the everyday. It is thus not surprising that, in a tour of wnt he gave to Tristan Tzara in 1962 in conjunction with the latter's participation in the First International Congress of African Culture held at the National Gallery in Salisbury, Rhodesia, Tzara commented that "had he seen this forty years before, he would not have invented dada." 130 The kind of shock Beinart attempted to induce in his workshops aimed to reconstitute the students' imagination, so that they could experience and respond to the richness of their urban environments more fully than colonial precepts would allow. Similarly, he evoked the right to the city in South Africa against the state's enforced artificial harmony: "The authorities believe in the country: to them it equals tradition and peace. But all over Africa people believe in the city. They want it: for them it means growth even if it involves conflict." 131 Like the creative energy Beinart's shock techniques produced in the workshop, wnt residents' colorful wall paintings were an aesthetic eruption that not only interfered with the visual propriety of the city, but also defied the very fundamentals of its political economy.
abe Journal 9-10 | 2016 africanos negros víctimas de las políticas de segregación y desplazamiento de las poblaciones desde antes del régimen del apartheid, se encontraron ante una nueva expulsión en los años 1960. A partir de de la fotografía, del dibujo analítico y de planos esquemáticos, Beinart fue creando unos archivos contra-estatales, interpretando el embellecimiento y la mejora de las casas por parte de los habitantes como actos de resistencia: una expresión de orgullo cívico mientras que su condición de ciudadanos se desarrollaba en condiciones de coacción socioeconómica extremas. Analizando las decoraciones como un sistema de comunicación que trascendía las tradiciones étnicas, Beinart las consideraba como un « índice de des-tribalización » que podía servir de fundamento para la creación de una modernidad urbana africana.
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